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Toward  the  end  of  the  nineteenth  century  many  French  poets, 
painters,  and  musicians  were  striving  to  more  thoroughly  nation- 
alize their  arts.   Representing  the  movement  in  poetry  were  the 
Symbolists,  who  utilized  a  fluid  sort  of  versification  to  re- 
create the  atmosphere  of  the  poet's  mind  in  texts  almost  simu- 
lating music.    The  plastic  artists  found  their  answer  within 
the  Impressionist  school  of  painting  and  employed  new  theories 
of  light  and  color  to  interpret  realistic  subjects  in  terms  of 
remembrances  and  "impressions"  bearing  much  of  the  imaginative 
quality  of  poetry.   Similarly,  musicians  termed  Impressionists 
drew  just  as  heavily  from  the  theories  of  the  sister  arts  in 
an  attempt  to  free  French  music  from  the  dominance  of  Wagner 
and  the  Teutons,   The  result  of  the  musicians'  harmonic  innovations 
though  French  in  conception,  was  to  challenge  and  modify  the 
idea  of  functional  harmony  for  all  of  Western  music. 

Much  less  unified  as  a  body  with  common  aims  and  tech- 
niques than  either  the  Impressionist  school  of  painting  or  the 
Symbolist  school  of  poetry,  the  so-called  Impressionist  move- 
ment in  music  was  not  so  much  a  cohesive  movement  as  it  was  a 
parallel  effort  on  the  part  of  several  rather  different  com- 
posers to  throw  off  the  existing  German  influence  on  French 
music.  Of  these  composers,  Claude  Debussy  stands  out  as  the 

foremost  innovative  figure.   Debussy  believed  that  music  should 

2 
sound  improvisatory;   indeed,  he  searched  for  novel  harmonies 

by  improvising  at  the  piano.    He  esteemed  the  sound  of  an 

individual  chord:  "le  regal  do  1'ou'ie,"  whether  consonant  or 

dissonant,  as  highly  as  its  harmonic  context.   In  answer  to  a 

student's  question  concerning  dissonant  chords  he  advised, 

"Look  at  them!  Are  you  incapable  of  listening  to  chords  without 

demanding  to  see  their  identity  cards  and  travel  orders?  Where 

do  they  come  from?  Where  are  they  going?  Do  you  have  to  know? 

Listen  to  it:  that  should  be  enough." 

isicologists  and  historians  have  likened  the  hazy  harmonic 

feeling  found  in  much  of  Debussy's  music  to  the  vague  outlines 

of  Impressionist  painting,  and  have  subsequently  borrowed  the 

term  Impressionistic  to  describe  Debussy's  style  of  composition 

Actually,  his  attitude  was  more  in  sympathy  with  the  utter  sen- 


suousness  of  the  Symbolists  than  with  the  scientific  bases 
which  guided  the  Impressionists.    Spurning  his  label  as  an 
"Impressionistic  composer,"   Debussy  espoused,  rather,  the  cause 
of  the  Symbolists  by  setting  many  poems  of  Mallarme,  Verlaine, 
and  Baudelaire,  as  well  as  by  composing  an  opera  based  on  the 
story  of  Pelleas  and  Melisande  written  by  the  Belgian  Symbolist, 
Maurice  Maeterlinck.   Debussy  wrote  in  the  1880's,  "I  believe 
I  shall  never  be  able  to  enclose  my  music  in  a  strict  mold. 
I  am  not  speaking  of  the  musical  form,  of  course,  but  simply 
from  the  literary  point  of  view.   I  shall  always  prefer  a  sub- 
ject, where,  somehow,  action  is  sacrificed  to  expression  of  the 
feeling  of  the  soul.   It  seems  to  me  that  then  music  might 

become  more  human,  more  alive,  and  one  could  then  discover  and 

7 
refine  upon  a  means  of  expression."    That  the  Symbolists  con- 
cerned themselves  so  much  with  musical  versification  endeared 

then  all  the  more  to  Debussy,  who  found  fault  only  with  their 

p 

insistence  on  idolizing  Wagner,   and  their  tendency  to  "forget 

their  own  qualities  of  clarity  and  elegance,  to  be  influenced  by 

o 
the  length  and  heaviness  which  are  German  characteristics. "y 

Maurice  Ravel,  another  significant  composer  commonly  termed 

an  Impressionist,  while  putting  some  of  the  same  novel  harmonies 

to  more  mundane  ends,  "  nonetheless  preserved  in  his  music  the 

French  clarity  and  elegance  so  admired  though  not  always  followed 

11  . 

by  Debussy.     Guided  by  a  feeling  of  Classicism,  Ravel  avoided 

the  sort  of  tonal  nebulosity  often  found  in  Debussy's  works. 

Although  the  chordal  constituents  and  progressions  employed  by 

Ravel  were  somewhat  untraditional,  these  entities  were  utilized 

..         12 
cystomatic  manner. 

Ironically,  Classicism  and  clarity  also  found  their  way 

into  the  rrusic  of  a  group  in  opposition  to  the  ultraref inements 
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and  sophistications  of  Debussy  and  Ravel.  •*      This  group,  known 

as  "Lee-  Six,"  included  composers  not  so  much  unified  in  concepts, 

techniques,  or  style  as  in  their  devotion  to  the  ideals  of  Erik 

Satie.   Dedicated  to  the  hope  of  a  thoroughly  French  musical 

influence  on  the  rest  of  the  world,  Satie  believed  that  Debussy 

had  erred  in  reacting  to  V/agner  and  the  Germans  with  a  vehemence 

which  resulted  in  his  overborrowing  from  Russian  modal  harmony. 


Therefore. he  and  "Les  Six,"  a  group  comprised  of  Georges  Auric, 
Francis  Foulenc,  Darius  Milhaud,  Germaine  Tailleferre,  Arthur 
Honegger,  and  Louis  Durey,  attempted  to  restore  in  French  music 
its  own  native  character  by  simplifying  melodies  and  diminishing 
scopes  of  individual  works.  ^  Satie's  followers  maintained  a 
functional  basis  for  harmony  as  did  Ravel;  however,  "Les  Six"  tend- 
ed to  vacillate  between  extremes  of  simplicity  and  complexity. 
Even  their  sporadic  use  of  "two  or  more  keys  simultaneously 
(bitonality  or  polytonality)  necessitated  the  preservation,  even 
the  accentuation,  of  the  tonal  sense;  and  it  also  implied  a 
linear  conception  of  music,  a  return  to  a  primitive  form  of 
polyphony. " 

Despite  the  diverse  orientations  of  Debussy,  Ravel,  and 
"Les  Six,"  similarities  of  harmonic  and  melodic  structures  and 
practices  may  be  observed  in  their  music.   These  stylistic 
similarities  include  frequent  unresolved  secondary  dominants, 
long  successions  of  seventh  or  ninth  chords  functioning  in  an 
unorthodox  manner,  triads  with  added  tones,  untraditional  scales 
from  which  new  harmonies  could  be  derived,  and  new  pedal  points 
made  up  of  an  entire  chord.   Also  common  to  the  music  of  these 
composers  was  the  retention  of  a  tonal  framework  into  which 
harmonic  innovations  were  interpolated.   A  sense  of  key  was 
never  entirely  abandoned  in  Impressionism,  but  emerges  from  the 
haziest  passages  of  Debussy.   Not  even  Milhaud,  the  most  daring 
member  of  "Les  Six"  insofar  as  tonality  was  concerned,  dispensed 
with  the  system  altogether,  but  at  times  superimposed  one  tra- 
ditional key  upon  another.   Tonality  was  naturally  weakened  by 
the  harmonic  practices  of  the  Impressionists,  but  it  was  not 
overthrown. 

The  contexts  for  the  present  study  of  French  Impressionistic 
harmony  are  selcted  songs  of  Debussy,  Ravel,  and  Foulenc.   In 
addition  to  Debussy  and  Ravel,  who  were  selected  in  view  of  the 
obvious  contributions  of  each  to  early  twentieth-century  har- 
mony, Poulenc  has  been  chosen  to  represent  the  very  loosely  uni- 
fied "Les  Six"  by  virtue  of  the  fact  that  he,  as  one  of  the  younger 
members  of  the  group,  held  fewer  prior  musical  allegiances  before 
his  contact  with  Erik  Satie,  and  was  therefore  more  likely  to 


be  inflenced  by  Satie's  ideas  and  aims,  particularly  in  his 
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earlier  works,  such  as  Airs  Chant es. 

>!any  of  the  harmonic  innovations  of  the  composers  present- 
ly under  examination  were  brought  about  by  the  employment  of 
melodic  bases  for  harmony  other  than  major  and  minor  scales. 
Debussy,  having  been  exposed  to  Russian  and  Oriental  music, 
led  experimentation  in  assimilating  ecclesiastical  modes  and 
the  pentatonic  and  whole-tone  scales  into  traditional  harmony. 
Ravel  and  Poulenc  also  used  elements  of  modality  and  other 
scales.   Occasionally  the  composers*  imaginations  called  for  the 
creation  of  entirely  new  scales  which  bore  at  least  remote 
resemblance  to  major  and  minor  scales.   Such  contrivances  re- 
gained largely  experimental,  however,  leaving  the  church  modes 
and  the  whole-tone  scale  to  bear  the  greatest  melodic  influence 
on  Impressionistic  harmony. 

The  church  modes,  most  frequently  used  of  the  alternatives 
to  major  and  minor  scales,  received  varying  treatments  from 
Ravel,  Debussy,  and  Poulenc.   The  songs  in  which  Ravel  employs 
modality  are  based  in  their  entirety  both  melodically  and  har- 
monically on  a  particular  mode.   Works  of  Debussy  and  Poulenc, 
on  the  other  hand,  did  not  employ  modality  as  the  sole  harmonic 
or  melodic  basis  of  a  composition.   Instead,  chords  characteristic 
of  modal  harmony,  modal  melodic  fragments,  or  modal  passages  which 
digress  briefly  from  tonality  were  often  interspersed  within  a 
tonal  idiom. 

Utilization  of  the  modes  significantly  affected  the  quality 
of  chords  found  at  cadences.   For  example,  the  dominant  chord, 
a  major  triad  in  major/minor  tonality,  assumed  a  minor  form  in 
the  aeolian,  dorian,  and  mixolydian  modes.   The  minor  v  is  found 
in  a  dominant  function  throughout  "D'Anr.e  qui  me  jecta  de  la  Neige' 
(Example  1),  from  Ravel's  Trois  Chants,  in  the  natural  minor 
tonality  without  a  leading  tone,  (the  aeolian  mode) .   The  harmony 
of  "D'Anne  jouant  de  l'Espinette"  (Example  2),  another  of  the 
Trois  Chants,  is  derived  from  the  dorian  mode;  subsequently  the 
minor  dominant,  as  well  as  a  minor-minor  form  of  the  dominant- 
seventh  chord,  is  used.   In  this  song  a  lack  of  finality  often 


Example  1:   D'Anne  qui  me  jecta,  measures  1^-15      Ravel 


-^ rf <  4  *    ■  *  "    '    '    4 

gla      f*\  *   -  ^e  '    ,C»\  *    CV>J'-  Mais  par  sen     -    tir    ung-  feu  pa-reil   au 

— ■ : — 7T~  f     ~~f *c*  .  n 


Example  2:   D'Anne  jouant  de  l'Espinette,  measure  1   Ravel 
Tres  leger  et  d'un  rythme  precis.  J  =  eo 


associated  with  modal  music  presents  itself  in  the  last  measure, 
which  ends  suspensively  on  the  minor  dominant  rather  than  or  the 
more  conclusive  tonic.   Other  examples  of  the  minor  v  may  be 
found  in  two  of  Ravel's  Greek  Folk  Songs,  "Chanson  de  la  P/lariee" 
and  "Quel  galant  m'est  comparable,"  in  Debussy's  "Mandoline," 
"Chevaux  de  3ois,"  "En  Sourdine,"  "Fantoches,"  and  "Lia's  Reci- 
tative and  Aria"  (from  L' Enfant  Prodigue),  and  in  Poulenc's  "Air 
Grave"  and  "Air  Vif,"   The  minor  dominants  in  "Chanson  de  la 
r<!ariee"  are  derived  from  a  modally-constructed  melody  quite  typi- 
cal of  folk  music  (in  this  case,  in  the  aeolian  mode),  while 
resolved  and  unresolved  secondary  dominants  of  major-minor 
quality  occur  in  contrast  to  them.   "Quel  galant  m'est  comparable' 
incorporates  both  forms  of  the  dominant  as  well  as  an  ambiguous 
open  fifth  built  on  the  dominant  tone  of  the  mode  in  the  accom- 
paniment of  a  mixolydian  melody.   "Mandoline"  demonstrates 
Debussy's  digressive  modality  as  minor  dominants  mark  the  de- 
parture from  B17 -major  to  a  brief  passage  of  both  dorian  and 
mixolydian  flavor  (Example  3).   Another  modal  phrase,  with 


Example  3  '•      "•".andoline,  measures  15-30 


Debussy 


£:  V 


the  minor  v  again  arising  from  the  mixolydian  rcode,  occurs  in 

•a 
"Chevaux  de  Bois"  (measures  16-26).    Similar  to  Ravel's 


Example  4:   En  Sourdine,  measures  14-22 


Debussy 


i 


y 


rit. 


g  (i  r  i  nm  i  j  j  j'  h^ 


m 


sies. 


Par. mi    les      vagueslangueursDespinset     deaar-bousiers. 


Parenthetical  examples  may  be  found  in  the  Appendix,  at 
measures  indicated. 
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"Chanson  de  la  Kariee,"  Debussy's  "En  Sourdine"  manifests 
modal  minor  dominants  as  well  as  tonally  conceived  secondary 
dominants  (Example  4).   The  minor  v's  in  both  "Fantoches"  and 
"Lia's  Aria"  and  in  the  two  Poulenc  examples  are  not  part  of  any 
larger  modal  section,  but  are  rather  like  "borrowed  chords," 
often  functioning  almost  as  passing  chords  (see  "Air  Vif," 
Example  5) . 


Example  5*   Air  Vif,  measures  22-26 
2^ 


Foulenc 


C     I 


Another  chord  of  dominant  function  whose  quality  changes 
in  modal  contexts  is  the  vii   chord.   Though  a  chord  built  on 
the  seventh  degree  sometimes  occurs  in  a  minor  form,  the  major 
lowered  subtonic  triad  is  more  common  and  gives  a  distinct 
feeling  of  modality,  particularly  when  it  precedes  the  tonic, 
as  in  Debussy's  "Chevaux  de  Bois"  (Example  6),  "Fantoches" 
(Example  ?) ,  and  "Lia's  Aria"  (Example  8),   Also  see  Ravel's 
"D'Anne  jouant  de  l'Espinette"  (measure  20).   The  appearance  of 
the  major  VII  chord  in  various  other  contexts  may  be  seen  in 
"Air  Romantique"  (measure  ^9) »  "Mandoline"  (measure  1?),  "C'est 
l'Extase"  (measure  27),  "Chevaux  de  Eois"  (measure  80),  and 
"Fantoches"  (measure  8) .   The  minor  vii  occurs  in  "En  Sourdine" 
(measure  19) »  "Lia's  Aria"  (measure  ^6),  and  "D'Anne  qui  me 
jecta  de  la  ricige"  (measure  9). 


Example  6:   Chevaux  de  Dois,  measures  18-19 


Debussy 


rou       _       go  et       la       me  _  re        blan.che     Le  ^nrs  en 


Example  7:   Fantoches,  measures  1-4 


Allegretto  scherzando 
5  T — __"      5    .>     j  i    ,  So 


Debussy 


.. .  I 


nrnf  rnrvr    icj'i 


ft-,    r 


i).nr.&t)H@Tf^      -ff 


nv 


10 


Example  3:   Lia's  Aria,  measures  48-51 


Debussy 


^P 


Ain  -  stlesjourssuivaient  lesjours Et   dans      la      pi  .  eu  _  sefamil  le. 


Le  Jeunehomme        et   la  jeune  fille      Echang-eaient leurschas    _   tes    a 


1=4=4 


j=i 


V 


tit 


n 


Modality  affected  not  only  the  qualities  of  chords  but  the 
kinds  of  cadential  progressions  as  well,   Frequent  use  of  the 
plagal  cadence  is  one  of  the  most  conspicuous  feat  i  -es,  an 
example  of  which  is  found  in  Ravel's  "La-bas,  vers  l'eglise" 
(Example  9),  where  the  tonic  and  subdominant,  with  but  two 
exceptions,  comprise  the  entire  harmonic  framework  for  the 
Phrygian  melody.   A  less  striking  example,  "Chanson  de  la 
Mariee"  (example  10)  also  makes  increased  use  of  the  subdominant, 
particularly  in  the  initial  tonic-subdominant  alternation. 

In  a  manner  similar  to  that  in  which  the  modes  were  used 
by  Debussy,  the  whole-tone  scale,  another  alternative  to  a 
tonal  basis  for  harmony,  was  employed  by  Debussy,  Ravel,  and 
Poulenc.   That  is,  rather  than  serving  as  a  true  harmonic 
foundation  for  any  extended  passage,  the  whole-tone  scale  sup- 
plied the  composers  with  melodic  and  harmonic  novelty  which 
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Example  9:      La-bas,  vers  l'eglise,   measures  1-10    Ravel 
Andante 


*$P 


12 


Example  10:   Chanson  de  la  .v.ariee,  measures  1-8 

French  version  by  M.  D.  CALVOCORESSl 
Modere 
Voice 


Ravel 


MAURICE   RAVEL 
(187J-1937) 
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they  interpolated  within  a  tonal  framework.   Melodic  fragments 
derived  from  the  whole-tone  scale  are  conspicuous  in  many  of  the 
songs  of  all  three  composers.   Particularly  significant  to  Im- 
pressionistic harmony  arc  the  augmented  triads  resulting  from  that 
scale.   The  scale  degrees  on  which  these  chords  are  built  seem 
to  vary  from  song  to  song.   An  augmented  chord  built  on  the  tonic 
occurs  in  "II  pleure  dans  mon  coeur"  (Example  11).    Other  usages 


The  g^  might  be  interpreted  as  a  passing  tone,  however. 
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Example  11:   II  pleure  dans  ir.on  coeur,  measures  4-6   Debussy 


II  pleu 


re  dans       mon 


s^-mmm 


W% 


p 


j  jji 


m 


g^ 


wEE^m 


dtn 


or-,  i  - 


I 


*i#    &-» 


may  be  observed  as  follows:  on  the  dominant  in  "Chevaux  de  Bois" 
(Example  12),  on  the  supertonic  in  "Claire  de  lune"  (Example  13), 


Example  12:   Chevaux  de  3ois,  measures  2Q-30 


Debussy 


jV>.  Ji 


t?l/ 


X 


M         i      *]L        ■£ 


-r- 


Example  13:   Claire  de  lune,  measures  11-12 


Debussy 


V^'.     J£*-    (b*--oj^     y 
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on  the  submediant  with  added  seventh  in  "C'est  l'Extase"  (Ex- 
ample 14),  and  on  the  lowered  submediant  in  "Chevaux  de  Bois" 
(Example  15).   The  augmented  mediant  triad  found  in  foulenc's 


Example  14:   C'est  l'Extase,  measures  38-41 


Debussy 


.  men  .  t6Encett«   plain  -tedormante    C  est  la  no  .   tre,  n'est-cepas?         La 


,.n 


g4frT)  C^--^) 


Example  15s   Chevaux  de  Eois,  measures  73-?4 


Debussy 


.  veurs  que  leur     soif        af      .        fa 


f&;  x 


"Air  Grave"  might  be  construed  as  the  mediant  which  is  natural 
to  the  harmonic  minor  scale  upon  which  the  piece  is  based  v/ere 
it  not  for  the  string  of  unresolved  secondary  dominants'  in  that 
section  which  tends  to  obscure  the  key  of  f-minor. 

Not  all  of  the  Impressionistic  innovations  in  harmony  stem 
from  new  scales.   On  the  contrary,  novel  chords,  "le  regal  de 
1 ' o u'i e ,  "  often  occurred  for  their  own  sake.   r.:uch  of  the  harmonic 


15 


experimentation  involved  unorthodox  treatment  of  the  dominant- 
tonic  relationship  as  well  as  new  forms  of  the  dominant  chord 
(beyond  the  minor  and  augmented  triads  produced  by  the  use  of 
modes  and  the  whole-tone  scale) .  Debussy,  Ravel,  and  Poulenc 
employed  a  still  more  uncustomary  dominant  chord  built  in  fifths, 
as  found  in  "Mandoline"  (Example  16)  and  "Tout  gai!"  (Example 
17).   "Air  Romantique"  contains  a  similar  chord,  but  built  in 


Example  16:   Mandoline,  measures  1-4 


Voice 


PIANO  < 


Allegretto   ( 126  =J. ) 


Debussy 
dolce  e  legg.       . 


£l  Y  X/nCCYopl^ 


example  1?  :      Tout  gai!,  measures  1-3 

Allegro 
Voice 


Ravel 


PIANO 


fourths  (inverted  fifths),   3uch  chords  are  usually  ambiguous, 
and  may  imply  tertian  constructions  such  as  incomplete  dominant 
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extensions,  as  an  incomplete  dominant-ninth  in  "Mandoline,"  or 
chords  with  added  tones,  as  a  tonic  with  added  sixth  and 
second  in  "Tout  gai!"   However,  the  open  spacing  of  these  chords 
strongly  suggests  a  structure  of  fifths.   The  alteration  of  a 
single  tone  within  a  tertian  chord  of  dominant  function  tended 
to  weaken  the  sense  of  tonal  orientation.   An  unusual  effect  is 
given  to  the  dominant-seventh  chord  in  "Chanson  des  cueilleuses 
de  lentisques"  (Example  18)  by  raising  the  seventh  a  half-step, 
introducing  a  tone  outside  the  scale  and  giving  the  typically 
major-minor  chord  a  major-major  quality. 


Example  18:   Chanson  des  cueilleuses,  measures  19-22  Ravel 


ft-.    ]£ 


More  radical  than  the  modification  of  dominant  chords  was 
the  avoidance  of  dominant-tonic  relationships  altogether.   De- 
hussy  in  particular,  having  been  influenced  by  Wagner's  technique 
of  delaying  harmonic  resolutions  in  order  to  sustain  a  musical 
thought  over  long  stretches,    made  sparing  use  of  authentic  ca- 
dences throughout  somewhat  extended  passages  of  music.   For  example, 
the  V-I  progression  occurs  only  once  throughout  "Beau  3oir, "  and 
once,  with  the  exception  of  a  single  resolved  secondary  dominant,  in 
"C'est  l'Extase,"  "L* Ombre  des  Arbres,"  and  "En  Sourdine."   The 
authentic  cadence  is  sometimes  dispensed  with  even  at  the  end  of 
a  piece  by  both  Ravel  and  Foulenc,  as  well  as  Debussy:   Ravel's 
"Chanson  de  la  Mariee"  closes  with  a  VI-I  retrogression,  "La-bas, 
vers  l'eglise"  with  a  iv-i,  "D'Anne  qui  me  jecta  de  la  Neige" 
with  a  VI  -I,  "Air  Romantique"  with  a  G  -I,  "Air  Grave"  with  a 
VI-I,  "C'est  l'Extase"  with  a  Neapolitan-I ,  "II  pleure  dans  mon 
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coeur"  with  a  Vl-i,  "L* Ombre  den  Arbres"  with  a  ii  -I,  and 
"Chevaux  de  3ois"  with  vii  '/V-I,   On  the  other  hand,  progressive 
cadences  other  than  the  dominant-tonic  also  occur;  for  example, 
in  both  "Beau  Soir"  and  "Clair  de  lune"  major  mediants  progress 
to  the  tonic. 

Final  half-cadences,  while  they  do  not  represent  an 
avoidance  of  the  dominant-tonic  relationship,  do  exhibit  a 
reversal  of  the  traditional  progression,  and,  as  such,  weakened 
the  functional  basis  of  harmony  as  much  as  did  other  non- 
authentic  final  cadences,   "Mandoline"  displays  the  same  feeling 
of  suspensiveness  found  in  the  half-cadence  v/hich  concludes 
"D'Anne  jouant  de  l'Espinette"  (already  discussed  in  regards  to 
modality)  in  its  final  harmonic  movement,  where  an  incomplete 
dominant-ninth  chord  over  tonic  pedal  is  at  last  resolved  to  the 
tonic,  only  to  be  followed  by  a  short  pause  and  reiteration  of 
the  dominant  tone  by  the  piano.   Similarly,  the  final  measures 
of  "Tout  gai!"  achieve  a  repose  upon  which  the  dominant  chord 
reenters.   (This  last  chord,  like  the  one  in  "Kandoline,"  sounds 
in  fifths.   Examples  19  and  20.) 


Example  19:   Mandoline,  measures  65-70 


Debussy 


The  dominant-tonic  relationship  is  particularly  lacking 
in  the  Impressionistic  treatment  of  secondary  dominants.   In 
various  passages  in  "C'est  l'Extase"  (Example  21)  a  sense  of 
tonality  is  practically  lost  due  to  a  profusion  of  unresolved 
secondary  dominants.   Many  of  these  chords  appear  in  diatonic 
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Example  20:   Tout  gail,  measures  M-^4 


Ravel 


Example  21:   C'est  l'Extase,  measures  38-M 


Debussy 


.  men  .  teEncette   plain  -  tedormaute    C  est  la  no  .   tre,  n'est-cepas?         La 

j  n 


contexts  for  what  would  seem  to  be  purely  coloristic  reasons. 
Examples  of  isolated  secondary  dominants  which  do  not  resolve 
to  their  tonics  pervade  the  works  of  Debussy,  Ravel,  and  Foulenc, 
except  in  sections  where  the  influence  of  folk  music  (as  in 
Ravel's  Greek  Folk  Songs, and,  to  a  lesser  extent,  in  Poulenc's 
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Airs  Chant es)  calls  for  a  simpler  harmonic  scheme.   Unresolved 
secondary  dominants,  both  the  V'  and  the  vii°'  (or  vii  '), 

occur  not  only  in  relation  to  any  member  of  the  diatonic  scale 
but  in  some  instances  to  nondiatonic  chords  (see  Example  22, 
"L' Ombre  des  Arbres").   Other  unresolved  secondary  dominants 


Example  22:   L' Ombre  des  Arbres,  measures  22-25      Debussy 


r«^?  "   gi,'i 


appear  within  a  series  of  various  seventh  or  ninth  chords  and 
tend  to  obscure  the  tonal  foundation  of  a  passage  more  than  do 
isolated  seventh  chords  of  major-minor  or  diminished-minor 
quality.   Such  successions  are  quite  common  in  pieces  such 
as  "II  pleure  dans  mon  coeur"  (measures  38-^0),  "En  Sourdine" 
(measures  28-32),  "D'Anne  qui  me  jecta  de  la  Neige"  (measure  8), 
"D'Anne  jouant  de  l'Espinette"  (measures  11-12),  and  "Air 
Romantique"  (measures  ^7-5*0. 

These  successions  of  seventh  and  ninth  chords  represent 
one  aspect  of  parallel  writing  which  appears  with  characteristic 
frequency  in  the  music  of  the  Impressionists  and  particularly 
that  of  Debussy.   Two  broad  categories  of  parallelism  may  be 
observed:  the  first  involves  the  succession  of  chords  of  the 
same  quality  and  dimension  (i.e.,  the  string  of  major-minor  seventh 
chords  as  found  in  "En  Sourdine,"  Example  23);  the  second  results 
from  parallel  voice  leading,  with  less  regard  for  similarity 
of  chordal  structure.   Due  to  the  introduction  of  extra-diatonic 
tones  into  the  tonal  fabric,  parallel  chords  of  the  same  con- 
struction seem  to  damage  tonal  orientation  more  so  than  do 
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Example  23:   En  Sourdine,  measures  28-32 

(9) 


Debussy 


those  of  disparate  design  whose  tones  move  in  similar  motion, 
"ajor  triads,  as  well  as  major-minor  and  half-diminished 
seventh  chords,  are  often  employed  in  long  successions.   An 
example  of  parallelism  of  a  specific  structure  is  found  in 
"Chevaux  de  Eois,"  with  its  prevalent  use  of  consecutive  major 
triads  (Example  2b),      Strings  of  parallel  major  triads  may  also 
be  evidenced  in  "mandoline"  (measures  10-14),  "Fantdches"  (mea- 
sures 1-2),  and  "Lia's  Aria"  (measures  b"}-bo)  .      Parallel  voice 
leading  which  involves  more  than  one  particular  chordal  construc- 
tion occurs  in  "2eau  Soir"  (Example  25),  and  in  "D'Anne  qui  me 
jecta  de  la  Neige"  (Example  26),  both  of  which  demonstrate 
parallelism  v/ith  seventh  chords  of  dissimilar  qualities. 

One  of  the  harmonic  contributions  of  the  Impressionists 
stemmed  from  consistent  variations  of  the  traditional  triad. 
That  successions  of  seventh  chords  and  the  nonresolution  of 


21 


Example  2k:      Chevaux  de  Bois,  measures  33-3^- 


Debussy 


au  son  du      pis       .        ton  vain 


<y,;  W       I*       r         r 


N     S. 


Example  25:   Beau  Soir,  measures  15-1< 


Debussy 


f*; 


,;'     jTvirV1     iin    iTv^i."7     F1     vr. 


Example  26:   D'Anne  qui  me  jecta,  measure  8 


Ravel 


t:    t   ii 
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dominant  sevenths  abounded  so  in  Impressionistic  music  seemed 

to  signify  a  growing  acceptance  of  tiie  seventh  as  a  valid 

constituent  of  chords  of  any  function.   Other  triadic  extensions 

also  came  into  ever-increasing  usage  and  were  usually  qualified 

by  spacings  which  either  outlined  the  chord  in  thirds  or  which 

provided  a  frame  for  the  chord  with  the  root  in  the  bass  and 

the  extension  (the  ninth,  eleventh,  or  thirteenth)  sounding 

highest  above  the  other  tones.   The  spacings  of  such  chords  as 

o 
the  V  of  v  in  "D'Anne  qui  me  jecta  de  la  Neige"  (Example  2?), 


Example  27:   D'Anne  qui  me  jecta,  measure  6 


Ravel 


*A 


:3T7r^-^^ 


plus  fort 


£ 


lex  -  pe  -  rieri  -  ce     en      ay 


1   UV   n  *     hi 

Q 

the  vi7in  "C'est  l*Extase"  (Example  28),  and  numerous  other 


Example  28:   C'est  l'Extase,  measures  21-2^ 


p^fn^lS. 


frais  murmu  .   re  Ce.la  g^azouillc      et    su.su  .    re  Ce  -  la 


k&l 
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examples  preserve  their  identity  as  ninths,  even  though  one 
or  two  tones,  most  often  the  third  and/or  the  seventh,  might 
be  omitted.   The  greater  the  number  of  chordal  constituents 
allowed  greater  freedom  in  the  omission  of  certain  chord  tones. 
Neither  of  the  dominant  thirteenths  in  "Tout  gai!"  are  complete; 
one  lacks  a  fifth  and  an  eleventh  and  the  other  lacks  third, 
fifth,  and  eleventh  (see  Examples  2Q  and  30).   Other  ninth  chord: 


Example  29:   Tout  gai!,  measures  20-24 


Ravel 


ivi'v.1  r 


r  T1  t   r'il  i 


I 


4^>3> 


Example  ~}0  :      Tout  gai  !  ,  measures  37-^9 


Ravel 


ftb'<    3E 


are  outlined  in  fifths  (previously  mentioned  in  reference  to 

ioline").   Still  others  are  formed  by  broken  figure.?  in  the 
piano  accompaniments.   Ninths  resulting  from  these  melodic  for- 
mations may  be  found  in  "Beau  Soir"  (Example  31) »  "Chevaux  de 
2ois"  (example  32),  and  "Chanson  de  la  r.:ariee"  (Example  33). 
Whereas  the  ninth  chord  was  used  fairly  frequently  by  Debussy 
and  Poulenc  as  well  as  by  Ravel,  elevenths  and  thirteenths 
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31 J   Beau  3oir,  measures  26-29 

dim. 


Debussy 


Example    32s      Chevaux   de   Bois,    measures    1-5 
Allegro  non  tanto  ijoyeux  et  sonore) 


Debussy 


Allegro  non  tanto  {joyeuxet  sonore) 
3  3 


Z\ 


T7 'A  "IC« 


Example  33:   Chanson  de  la  Mariee,  measures  39-^1    Ravel 


;*w 


x       °s 
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were  more  characteristic  of  Ravel's  music  than  that  of  the  other 
two  composers.   "Tout  ^ai!"  contains  examples  of  the  V   ,  the 
V11,  and  the  ii11  (Examples  3^36). 


Example  34:   Tout  gail,  measures  20-24 


Ravel 


A>;  -V."1  I" 


Example  35s   Tout  gail,  measures  29-32 


I 

Ravel 


4^3 


pf#¥=f 


i  '     i  J1  i  r     i       ■ 


>  P  P  i 


la  la     la      la  la, 

Xa,        \a     Xa    Xa  Xo 


la      la  la  la 

Xa     Aa         pa  Aa, 


Example  36s   Tout  gail,  measures  3?-^0 


iy 


:=-.  17 


i  y.+" 
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Another  modification  of  the  triad  as  utilized  "by  the 
Impressionists  appeared  as  the  chord  with  added  tone.   Inter- 
vals of  the  second,  fourth,  and  sixth  occurring  over  the  root 
of  a  triad  often  did  not  resolve  as  had  been  customary  of  non- 
harmonic  dissonances.   These  tones  occurred  with  chords  to  such 
a  great  extent  and  were  so  often  spaced  in  open  positions  against 
the  root  that  they  suggest  appraisal  as  essential  chordal 
constituents.   Often  the  traditional  tonic  close  of  a  piece 

was  altered  by  the  addition  of  an  open  sixth  to  the  root  of  the 

19  / 

triad,  '    as  in  "Chanson  des  cueilleuses  de  lentisques"  (Example 

37)  and  "En  Sourdine"  (Example  38).   Other  tonics  with  added 
Example  37'   Chanson  des  cueilleuses,  measures  43-^-7  Ravel 


Example  38:   En  Sourdine,  measures  40-^3 


Debussy 
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sixths  rr.ay  be  found  in  "Mandoline"  (measure  29),  "C'est  l'Extase" 
(measure  20),  "II  pleure  dans  mon  coeur"  (measure  50),  "L'Ombre 
des  Arbres"  (measure  11),  "Lia's  Aria"  (measure  13) »  and  "D'Anne 
jouant  de  l'Espinette"  (measure  4).   Sixths  are  also  added  to 
chords  of  various  other  functions  and  structures:  to  the  Neapol- 
itan in  "C'est  l'Extase"  (measure  49),  the  major  mediant  in  "Lia's 
Aria"  (measure  63),  the  minor  mediant  seventh  in  "II  pleure  dans 
mon  coeur"  (measure  3*0  »  the  minor  subdominant  in  "Air  Romantique" 
(measure  3) »  the  major  subdominant  in  "En  Sourdine"  (measure 
2),  the  minor  dominant  in  "D'Anne  jouant  de  l'Espinette"  (measure 
15),  the  major-minor  dominant  seventh  in  "Chevaux  de  3ois"  (mea- 
sure 59),  the  minor  submediant  in  "L'Ombre  des  Arbres"  (measure 
18) ,  and  the  major  submediant  in  "II  pleure  dans  mon  coeur" 
(measure  7*0  .   Similarly,  seconds  and  fourths  were  included  in 
a  variety  of  chordal  functions  and  structures.   The  tonic  appears 
with  both  added  second  (Example  39)  and  added  fourth  (Examples 
40  and  4l)  .   Examples  may  be  found  of  the  ii    (Example  42), 
the  III+2  (Example  43),  the  iii    (Example  44) ,  the  IV+2  (Example 
44),  the  iv    (Example  45),  and  the  v+   (Example  46). 


Example  39  J   Air  Romantique,  measures  13-16 


Foulenc 


I 


^P 


4  $      I  jJ      p=fr 


— I 

mes 
bled 

der 


.a         .          ge,     Et  dans     les      fla  .  ques 

guide               me,    And        l//ro'    the   poofs      of 
.  rad, in  Was.   ser  .  pfiiz  .  zen 


d'eau      re    .  ten  .  tis    .    saient 
dri  .    ren     rain       I  -stum 

klat .  schend  trat     mem  m'ti 
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Example  40  :      D'Anne  qui  me  jecta,  measures  2-3   Ravel 
-fc^r-K — r 


An   -    ne   par  jeu  A  me   jec  -  ta             de     la    nei  <><!  -   <N     .     ge         Que  je 
.-■(*.       -0      yv '   ■ - '    oS v     V  . * 


Example  4l :   II  pleure  dans  mon  coeur,  measures  57-59  Debussy 
PP 


Example  42:   Mandoline,  measures  27-30 


Debussy 


b-^^^^e^  ir-    f^^t-     -s-^-^ 


Leurscour.tes        ves 


tes     de       sole,        Leurs   longues 
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Example   43 :      C'est    l'Extase,    measures   25-28 
J 


Debussy 


pgfgtg 


t/i_  rni.nu  _  en  -  </o 


*^^$ 


semble jiticri  doux  Quel  herte  a.tri   _  tee  ex  pi       .       re 


fifP^PSffiiiiii 


e«     .    rfo     w)o/?o  />/> 


-P*--  r 


h  h     ') 


T^ffi 


Example  44:   Lia's  Aria,  measures  15-16 


Debussy 


viens  cher    .      cher  la  gre 


ve      so  .    11 


Example   4  5 :      Chanson   de   la  Mariee,    measures   30-32  Ravel 


ban,                 fe    ru    .     ban            dor                 que  je                t'ap  .   por .        .         -    to. 
it,  Xfu-°^)         *op    -    -$*     -        -    Xa  cow    .    .    q>e    -   pa. 


■ 
'4       '3061 


30 


Example  46:   Mandoline,  measures  15-1! 


te 


SE 


r   p  i|jh*i^ 


* 


Debussy 


??iWrp 


C'est     Tir.cis        et     c'est Amin 


te, 


Etc'est  1  eternel  CU  - 


&v; 


The  tertian  construction  of  a  chord  is  often  obscured 
the  addition  of  more  than  one  non-triadic  tone,  as  in  "Toul 
(Example  47),   Even  seventh  chords  occur  with  added  tones, 


by 

gai!' 
espe- 


Example  47:   Tout  gai!,  measures  4-7 


Ravel 


"/. . 

jT^r— , 

Tout 

I\a   .     .     - 

gail 

pou(J-          ... 

m, 

Ha, 

tout 

3      

^ 

-••                  -J 

r       #  ' 

ftb:!  T 


T74S<3 


I 


V 


4<bv3 


'+-2 


F 


4^-v 
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cially  with  fourths,  which  supplement  a  ii   in  "Tout  gai!" 
(Example  48),  a  vii°'in  "Beau  3oir"  (Example  43) ,  a  v'  in  "II 
pleure  dans  mon  coeur"  (Example  5C)»  a  V  in  "Clair  de  lune" 

n 

(Example  51)  and  a  iii   in  "L'Cmbre  des  Arbres"  (Example  52). 
."■"ore  radical  than  the  incorporation  of  one  or  two  tones 
into  the  triad  was  the  simultaneous  occurrence  of  two  separate 
chords,   Demuth  considers  this  superimposition  to  be  a  mani- 
festation of  pandiatonicism  rather  than  of  true  polytonality 

20 
wherein  there  coexist  two  or  more  distinct  tonal  centers. 
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Example  48:   Tout  gai!,  measures  16-19 


Ravel 


Bel  .  le  jam  .        .  be,  la      vais  .  sel    -  le         dan  .        .   se, 

(   .  yn?        Ta|*    .     .    tra,  ta      tto    .  ttj    -  pia       cna'o'  Ta, 


#>'.  T 


Example  ^9 '   Beau  3oir,  measures  15-1< 


Debussy 


lf'v\?~'  ii"'   F1   vii °"1 


Example  50s   H  pleure  dans  mon  coeur,  measures  4  3 -^5  Debussy 


Example  51s   Clair  de  lune,  measures  1-2 
PAUL  VERLAlNH    ^\  H      ^_ 


Debu^y 


PIANO 


tF^iW 


cf.    -yi^ 


-7 


Example  52:   L' Ombre  des  Arbres,  measures  5-8 


Debussy 


fefef^l  J  ^^  J1  J    J    |  jf^^i 


r-F<3fc 


Meurt  commedelafu.  me-e,         Tan.disqu'enl'air,  par   .    mi  lesramuresre'elles 


I 


tirt 


H 


s/^-P 


* 


ffli^a 


i 


«i^=^ 


W 


"F 


£fe^i 


/>p 


/>/>/> 


tf*  '  *■< jtJ. 


mmm 


****AA4 


Vi!d7 


fejVi 


r*r 


I1! 


••j^ 


2 

r1     I 


Examples  of  this  may  be  found  in  "II  pleure  dans  mon  coeur, "  in 
which  the  subdominant  sounds  together  with  the  tonic  (Example  53) 


Example  53 :   H  pleure  dans  mon  coeur,  measures  31-33  Debussy 


/k1 
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and  in  "Fantoches,"  in  which  the  subdominant  appears  over  the 
dominant  (Example  5*0. 


Example  5^»   Fantoches,  measures  ^4-8-52 


Debussy 


The  Impressionists  also  employed  a  new  form  of  the  tradi- 
tional pedal  point  which  strengthened  tonal  orientation  while 
producing  the  superimposition  of  chord  upon  chord.   Usually 

made  up  cf  the  simple  tonic  triad  or  an  open  fifth  implying  such, 

21 
the  pedal,  or  "escape  chord,"  '  is  sustained  throughout  otherwise 

changing  harmonies.   Examples  of  the  escape  chord  are  found  in 

"Mandoline"  (Example  55)  i  "II  pleure  dans  mon  coeur"  (Example 

56),    "Fantoches"  (Example  57),  "Lia's  Aria"  (Example  5Q) ,  and 

"Air  Champetre"  (Example  59). 


Example  55'      ."andoline,  measures  27-35 


Debussy 
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Example  56:   II  pleure  dans  mon  coeur,  measures  10-15  Debu 


r        r 

"i*       *It  rains  lightly  over  the  city. 

A:    V      W*  j 
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Example  57:   Fantoches,  measures  58-67 


Debussy 


#?  bassa . 


^ 


tf    f    P  ly  I  J1  »      IS  *    1  * 


IE    k»  f 


f 


37 


#p 


dim 


1 


5^ 


.si  y 
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Example  58:   Lia's  Aria,  measures  37-^3 


Debussy 


plai.ne    d  or.mesplante 


e,  Quand.souslachargere'colte  _  e,     On   rame 


I     B        i     EL 


l/n  pew  plus  fort  et  plus  an\me 


nait  lesgrands 


^P^^f 


Lors.quela  tachee.tait  fi.nie,      Enfants.vieil. 
t/«  pew  p/ws  /or?  e?  plus  anime 


37 


Example  59«   Air  Champetre,  measures  33-39 


Poulenc 


m 


£ 


piP^pl 


« 


¥ 


E3&6 


Bel       .         le  sour    .    ce,  bel 

Lake  so     si    .     lent,  lake 

Schb        .         ne  Quel    .      le,  schb 


le  sour  .  ce,  je  veux 
so  si  .  lenty  a  .  las! 
ne  Quel     -     le,      fiir.wahr, 


~m w 

mt  rap .  pe  .  ler  sans 
/     e  .  vermuat  re  . 
der  Tags  will  stets  ich 


ces 
men 
den 


se 
ber 
ken. 


Qu'unjour, 
how  once, 
Da  mich 


gui.de'  par  l'a  .  mi  .  tie', 
to  thee  by  friendship  led, 
die  Lie    .  be  trieb      zu        dir, 


J'ai 
/ 

Mein 


con  -  tem 
gazed    on 
Aug'       in 


fe^g 


^    sr 


# 


I 


j  *nrm 


IFSF 


ufFJB 


m 


m 


rWi 


¥1 

T 


T 


~r 


38 

In  summary,  the  harmonic  innovations  generated  by 
Debussy,  Ravel,  and  "Les  Six"  seem  to  represent  a  general  trend 
away  from,  but  not  a  complete  break  with,  traditional  tonality 
and  functional  harmony.   Though  functional  relationships  v/ere 
relaxed,  they  were  not  abandoned.   New  scales  were  adapted  to 
fit  into  a  tonal  idiom.   Tertian  chords  were  often  modified,  in 
extended  forms  or  with  added  tones,  particularly  the  sixth  and 
also  the  fourth  and  second;  even  though  these  modifications  be- 
came more  and  more  accepted  through  use,  the  triad  remained  the 
basic  harmonic  construction.   Pandiatonicism  was  by  far  a  rarer 
motivator  of  polychords  than  was  the  traditional  conception  of 
a  pedal  point.   Such  consistent  modifications  were  bound  to  weaken 
tonality,  nonetheless,  and  the  idea  of  functional  harmony  seems 
almost  antithetical  to  Debussy's  remarks:  "Are  you  incapable  of 
listening  to  chords  without  demanding  to  see  their  identity  cards 
and  travel  orders?  Where  do  they  come  from?  Where  are  they  going? 
Do  you  have  to  know?   Listen  to  it:  that  should  be  enough." 
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A  Miss  Mary  Garden,  inoubliable  Melisande  cette  musique  (deja  un  peu  tie  tile) 
en  affectueux   et   reconnaissant   bommage. 

13.    C'est    l'Extase 

(Ariettes  Oubliees) 
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A  Miss  Mary  Garden 
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A  Miss  Mary  Garden 
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A  Miss  Mary  Garden 
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A    Madame  Robert   Codel 
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A   Madame   Arthur   hontaine 
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A   Madame   Arthur   Fontaine 
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36.   Lia's    Recitative  and  Aria 

from  "L' Enfant  Prodigue" 
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a  Francois  HEPP 
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FIVE  GREEK   FOLK  SONGS 
i.    Chanson   de   la   Mariee 

(Song  for  the   Bride) 


Reveille  loi,  pcrdnx  mignonnc. 
Ouvrc  ju  m.itiii  tcs  ailcs, 
Tr« us  grains  dc  bc.tutc. 
Mun  cocui  en  est  brulc 
Vois  Ic  ruban  d'or  que  jc  t'apportc 
Pour  lc  noucr  lutout  dc  tcs  chevcux. 
Si  tu  vcux,  ma  belle,  viens  nous  marier 
Dans  nus  deux  families  mus  sont  allies. 


French  version  by  M.  D.  CALVOCORESS1 
Modero 
Voice 


.-Ua/ke,  liltlt  partridge, 

Crttl  the  morning,  with  open  prnioni. 

I  be  ihrer  beauty  spoil 

Put  my  beart  on  fire. 

Look  at  the  golden  ribbon  n-bifb  1  bring  you 

To  tie  round  your  bair. 

het  us  get  married,  my  love,  if  you  will* 

In  our  two  families  all  are  related 

English  translation  by   WALDO  LYMAN 

MAURICE    RAVEL 

(1875-1937) 


i     — 2p  Copyright  1962  by  International  Music  Company 

a  division  of  1  M  C  Music  Corporation,  New  York  Cit 
International  Copyright  Secured 
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2.    La-bas,  vers  1'eglise 

(Yonder,  at  the  Church) 


La-bas,  vers  1'F.glise, 
Ven  l'Eglisc,  Ayio  Sidero, 
L'Eglise,  o  Vicrgc  Sainte, 
L'Eglisc,  Ayio  Costanndino 
Sc  sont  reunis, 
Rassemblcs  en  nombre  infini 
Du  mondc,  6  Vicrgc  Sainte, 
Du  mondc  tous  les  plus  braves  ! 


Yonder,  at  the  church. 

At  the  church  of  Ayio  Sidtro, 

The  church,  oh  Blessed  t  'irgtn, 

The  church  of  Ayio' Costanndino, 

Have  come  together. 

Have  assembled  in  great  numbers 

People,  oh  Blessed  Virgin, 

All  of  the  bravest  people  I 


Andante 
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glise  Ay.io  Costanndi  . 
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3-    Quel   galant   m'est   comparable 

(What  dandy  can  compare  with  me) 


Quel  galant  m'est  comparable 

Entre  ceux  qu'on  voit  passer  ? 

Dis,  dame  Vassiliki  ? 

Vois,  pendus  a  ma  ceinture, 

Pistolcts  et  sabre  aigu... 

El  e'est  toi  que  j'aime  ! 


What  dandy  can  compart  with  me. 
Of  all  these  passing  byi 
Won't  you  tell  me.   Vassiltkit 
Look  at  pistols  and  a  sharp  saber 
Hanging  on  my  belt... 
And  'tis  you  I  lovt ! 


Allegro 
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Vois,  pen  - 

Me  xovfi 


dus, 
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4.    Chanson  des  cueilleuses  de   lentisques 

(Song   of  the  girls   gathering   pistachios) 


O  joic  dc  mon  amc,  joic  dc  mon  cocur, 

Tresor  qui  m'cst  si  chcr  , 

Toi  que  j'aimc  ardemmeni, 

Tu  est  plus  beau  qu'un  angc. 

O  lorsouc  tu  p.ir.us,  ange  si  doux, 

Devuit  nos  ycux, 

Commc  un  be  I  an^c  blond. 

Sous  lc  clair  solcil, 

HcMas,  tous  nos  pauvres  cocurs  soupircnt  ! 


Oh  joy  of  my  soul,  toy  of  my  heart \ 

Treasure  so  precious  to  me; 

Thou,  whom  I  lore  ardently^ 

Thou,  more  handsome  than  an  angel. 

When  thou  appearest,  angel  so  sweet. 

Before  our  eyes, 

Ijke  a  beautiful  blond  angel 

In  the  bright  sunlight, 

Alas,  all  our  poor  hearts  sigh  ! 
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5.  Tout   gai  ! 

(Very   merrily!) 


Tout  gai. 

Ha,  tout  gai, 

Belle  jambc,  tircli,  qui  dansc, 

Belle  jambe,  la  vaissellc  dansc, 

Tra  la-la-la-la. 


\'try  merrily. 

At,  very  merrily. 

Beautiful  legs,  lireli,  darning, 

be.iuliful  lege,  even  I  lie  rlnbei  dancing, 

Tra  h-h-la-la. 


Allegro 


jy-^  f       IP  I4 


MV2. 


X 


125 


Bel  .   le  jam 

B  .  x«k      y*p 


be, 


ti    .    re    .    H,      qui         dan  .     .     .  Be; 
tix*       c        flu*     £        oiraV  Ta, 


Bel  .  le  jam  . 

C   .  X"«       Taj*    - 


.  be, 
.    rea, 


la      vais  .  eel    .  le  dan  . 

tot     no  .  Tij   -  pia      enao' 


-r  4  U 

2061  J. 


iv^   y       t ' 


irx     v' 


126 


2061  J. 


7 


I         y^3     I       I 


/^_  +  ^>v? 


48     217CUR   TH     ^r    j| 
05/94     45190  "Ulj    1 


DATE  DUE 

GAYUORD 

PRINTED  IN  USA. 

sweet  r 

SWEET  I  i  r-.95 


